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Abstract 
My thesis topic is “Signature Painting in Contemporary Sense". Art history has 
developed to a stage where nearly everything has been created, but artists can still be 
creative. The term which dominates today's art world is "hybridization". 
"Hybridization" refers to the cocktail of different styles that causes more variety in 
visual appearing of artworks. Artworks vary from media to subject and artistic 
technique, even from one single artist. Then, does "signature painting" still exist? 
First of all, what does it mean by the term "signature painting"? Has its meaning ever 
changed in long history of art? This thesis will analyze the following viewpoints: (1) 
The traditional definition of signature painting that addresses on a settled visual style 
is not enough to analyze all signature paintings one can find in this contemporary 
world. (2) In contemporary sense, signature painting should be redefined as a unified 
concept developed by an artist and widely recognized by spectators. (3) Relation 















Signature Painting in Contemporary Sense 
Introduction 
What is signature painting? Traditionally, "signature painting" is understood as 
an established style of painting developed by an artist and is widely recognized by art 
critics, galleries and museums. Is this definition still valid in the contemporary world? 
If not, how should signature painting be redefined in contemporary sense? These 
questions will be tackled in this article. 
Before analyzing these questions, I would like to explain why I come up with 
this topic. For my own creative process as an undergraduate Fine Arts student, I tried 
many painting styles and subjects, although they were all done by oil or acrylic paint. 
I had never focused on a single topic until 2004，which was a year before my 
graduation. I was determined to focus on rne subject of "people" and this 
determination has continued until now. The followings are the selected works of my 
paintings on the subject of "people". (Fig.l -12) 
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I have received a lot of questions from my viewers and myself, which is like a 
self-criticism of my own paintings. Here are the questions: Why do I come up with 
so many styles? Can people recognize my paintings? Should I develop my "signature 
painting"? Are my paintings bad if I do not have a signature style? And after all, what 
is "signature painting"? With all these questions in my mind, in the end, I come up 
with this research topic - Signature Painting in Contemporary Sense. 
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Traditional Definition of Signature Painting 
Before defining signature painting, the word "contemporary" must be 
highlighted. Contemporary means belonging to the same time period. ^ Since 
"contemporary" is a comparative concept, the time period it refers to would change 
as time passes. According to the Columbia Encyclopedia published in 2004, 
contemporary art refers to "art of the late 20出 century and early century".^ 
However, when the contemporary art period exactly began is still a controversial 
topic. In this article, "contemporary" refers to the period after the Second World War, 
that is, from 1945 until today. 
Now for the word "signature". A "signature" (from Latin signare, "sign") is a 
handwritten (and sometimes stylized) depiction of someone's name (or some other 
identifying marks) that a person writes on documents as a proof of identity and will. 
It acts as a seal. Like a handwritten signature, a "signature work" means the work as 
readily identified with its creator. 
Then, what is "signature painting"? Traditionally, "signature painting" is 
understood as an established style of painting developed by an artist and widely 
1 Oxford Advanced Learner 's Dictionary of Current English, Revised Third Edition, (Oxford 
University Press, Oxford, 1992), p. 253 
2 Contemporary, Columbia Electronic Encyclopedia, Columbia University Press, retrieved January 
2007, http://www.reference.com/search?q=contemporary 
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recognized by art critics, galleries and museums. Here, an established style refers to a 
particular subject matter or a particular artistic technique. When we think of an artist 
before the contemporary period, for example Vincent van Gogh (1853-1890)，we 
could quickly and easily link this name with paintings of a particular artistic 
character: strong bush strokes, heavy colors and thick pigment (Fig. 13). In art history, 
most artists are being grouped under different art movements and art periods, as 
Claude Monet (1840-1926)，Pierre-Auguste Renoir (1841-1919) and Edgar Degas 
(1834-1917) are，like Vincent van Gogh, grouped under the umbrella of 
"Impressionism" (Fig. 13-16). Is this traditional categorization still valid in writing 
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Problems with Traditional Definition of Signature Painting 
I would say such a classification was proper and effective in handling artists 
and forming a system for writing the history of art before the contemporary period. 
However, the situation changed when it enters into the contemporary world. I will 
use the example of a contemporary German artist, Gerhard Richter (1932- ) for 
illustration. Richter has varied his styles from photo-realism to pop to minimalism to 
pure abstraction. He may paint a broadly brushed colorful abstraction side by side 
with a photo-realist painting in tones of grey (Fig. 17-20). 
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Richter works on a wide range of styles and subject matters. Under the 
traditional classification, which category should Richter belong to? Does it mean 
Richter has no "signature painting", which means spectators cannot recognize his 
works? However, Richter is considered by some critics as one of the most important 
German artists of the post-World War II period, and is also one of the world's most 
expensive painter, with his paintings often sold for several million dollars each. 
Richter had his first solo show, Gerhard Richter，in 1964 at Galerie Schmela in 
Diisseldorf. Soon after, he had exhibitions in Munich and Berlin and by the early 
1970s, his paintings were exhibited frequently throughout Europe and the United 
States. His fourth retrospective, Gerhard Richter: 40 Years of Painting, opened at 
New York's Museum of Modem Art in 2002, then traveled to Chicago, San Francisco, 
and Washington, DC.� All the above information ensures that paintings by Gerhard 
Richter are widely recognized by art critics, galleries and museums. Then, what is his 
"signature painting"? The traditional definition stresses on "style", which is confined 
to visual elements. If we stick to this definition, future art historians will have 
problems analyzing Richter's multiple styles in art. 
3 Robert Storr, Gerhard Richter: Forty Years of Painting, (The Museum of Modem Art, New York, 
2002) 
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Redefinition of Signature Painting 
Gerhard Richter is not a single example. There is a growing trend that more and 
more contemporary artists are undergoing rapid stylistic shifts. One has to 
acknowledge that artists determined to paint with one singular style still exist in this 
contemporary world. However, singular style is not the only kind found nowadays. 
The traditional definition of "signature painting" that addresses on an established 
style is not enough to analyze all signature paintings one can find in this 
contemporary world. Emphasis should not be simply put on visual elements when 
viewing today's art. In contemporary sense, "signature painting" should be redefined 
as a "unified concept" developed by an artist and widely recognized by viewers. 
Taking this new definition to examine Richter's works again, systems and 
relationships could be found among his works. What is the unified concept behind 
Richter's works? According to Gerhard Richter's The Daily Practice of Painting, 
"Painting was his attempt to explore what painting is still able and permitted to do." ^ 
In other words, his paintings are statements about ideas on painting. During Richter's 
youth, new media such as photographs and films appeared, and most people declared 
4 Gerhard Richter, The Daily Practice of Painting - Writings and Interviews 1962-1993, (Thames and 
Hudson Ltd, London, 1995), p. 114 
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the "death of painting". Yet, young Richter kept on painting and exploring 
possibilities in paintings. His works are protests of this belief as well as a critique of 
art history. In his words, “Differences are merely superficial ones: the basic intention 
has remained the same all through."^ Art can vary in material, subject, and medium, 
but they all originate from a unified concept, forming a strong signature. 
5 Ibid., p. 92 
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Reasons for Redefinition of Signature Painting 
It is mentioned above that photography has replaced the depicting function 
painting once had. However, one must not stop thinking about these two media-
photography and painting- on this pace. It is not a must for photography to be 
depictive. A photograph can be an abstract one. Meanwhile, development of painting 
need not differ from the route of expression and abstraction. Hyper-real painting 
exists as well. Thus, the difference between a photograph and a painting should be on 
"cause and effect" rather than on visual appearance. Photography is the "cause and 
effect" of light and shadow, while painting is the "cause and effect" of the creator's 
will. Art history has developed to this stage where artists have gained absolute 
freedom of expressing their wills. Starting from the psychological analysis by 
Sigmund Freud, artists are ensured on the power of mind in their creation. In 
contemporary art, artists do not just reflect reality. Artists rather "translate" reality 
according to their mind and intuition. This is why spectators can view different 
worlds in different artist's works. Such an emphasis on psychological status shows a 
concern on concept behind artwork. A "signature" does not have to be bound to 
consistent visual elements. A unified concept can also be an indication that shows an 
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original character. 
We now come to the question: what causes the change of definition for 
signature painting? There are two main reasons: (1) change of society (2) change of 
ideology. 
(1) Change of Society 
The knowledge of certain social background is necessary in analyzing the 
change of society. The development of our society has gradually moved from 
singular culture to multi-culture as we approach the contemporary world. In the past, 
when a singular culture dominated our society and there was a lack of medium for 
information transmission, artists mainly developed on their own works and naturally 
resulted in a single style, which is the so-called traditional signature painting. In the 
contemporary world with technological breakthrough, television, internet, movies, 
massive publication of books, magazines and newspapers have speeded up 
information transmission cheaply. The development of communication media has 
facilitated the exchange of ideas, and thus a multi-cultural society is formed. Most of 
the local culture, for me which is Hong Kong culture, co-exists with other cultures 
from outside world and mixes together. Tons of issues explored through different 
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media to artists, which stimulate their art creation towards a wider variety. Hence, 
more contemporary artists tend to develop multiple styles instead of a single style. 
(2) Change of Ideology 
The ideology of contemporary artists has changed in comparison with those in 
the past. In the past, patronage system existed and camera was not yet invented, and 
hence painting performed a function. However, in the century, photography has 
taken over the functional place of paintings. Commissioned art, from portraiture to 
landscape or religious subject, is becoming increasingly rare. Artists are totally free 
to create without worrying about the work's functionality. Moreover, there is the 
history of art, which has long since demonstrated everything. Nearly everything has 
been done before. Originality does not equate with creation. Nearly everything has 
been created, but artists can still be creative. Originality today refers to the hybridity 
of different media, artistic techniques and subject-matters. The term dominating 
today's art world is "hybridization". Numerous references from before are available 
for artists to borrow and further develop. I would use the term "supermarket theory" 
to describe this situation, because today, all artists shop in the history of art to search 
for ideas or styles. In one sense the past may be over, but in another sense it is 
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actively present, as each new artistic idiom is adopted and adapted from 
predecessors.^ Furthermore, technological and economic development in the 
century is several times faster than it was in the last few centuries. If painting is a 
reflection of the world, artistic languages and theories have no choice but to boom in 
order to accommodate all the ongoing issues in this complicated contemporary 
world. 
Alice Neel (1900-1984)，an American portrait painter, thinks that "one of the 
things I should be given credit for is that at the age of eighty-two I think I still 
produce definitive pictures with the feel of the era... I've managed to be able to 
reflect the Zeitgeist of all these different eras. I see artists drop in every decade. They 
drop and they never get beyond there. That was one of the things wrong... I didn't 
join the crowd and do just the same thing they were all doing. Those people dropped, 
back in the 30s, and they never got over it. Many artists developed an attitude and a 
technique, and they never changed. Even though the world changed drastically, they 
kept right on doing the same thing.”？ Alice Neel's saying clearly demonstrates the 
influence of changes in the society on artists. I totally agree with her saying that, "the 
6 Burkhard Riemschneider / Uta Grosenick, Art Now, (Taschen, Koln, 2001), p.6 
7 Alice Neel, Art Is a Form of History: Interview with Patricia Hills (1983), in Theories and 
Documents of Contemporary Art-A Sourcebook of Artists ‘ Writings, edited by Kristine Stiles and 
Peter Selz, (University of California Press, Berkeley and Los Angeles, 1996)，p.213 
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best art is the art that makes the truest statement of when it was existing."^ 
On one hand, ideology of artists changes with time. On the other hand, 
ideology of the public，I mean the art viewers, also changes. They are more willing to 
accept artists with multi-style artworks. The local young artist, Siuhak, 克 
(1974- )，whose comics are published in books and commercial magazines weekly, 
which can widely reach the local public. He is famous for his multiple-style and 
multiple-subject matter. (Fig. 21-23) 
• x ^ ^ ^ ^ j ^ H I Fakeforensic Science 2 (Book Cover) 
隱 ^ Printing on Paper 
B B w l 厕 
i： T M ^ ^ j a g Fig.22 
丨 S i u h a k 
’ ” 霍 : i H g j - Fakeforensic Science 2 (P. 79) 
丨 w . ” “ � “ ： 丄 P r i n t i n g on Paper 
8 Ibid.,p.214 
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乱 i ^ j g ^ 為 丨 她 狄 F i g . 2 3 
i i W I ^ M ^ F — Science 2 (R 104) 
F ^ ^ l S ^ S p S ^ Printing on Paper 
One has to note that all the above images are taken out from one single book, 
Siuhak's latest publication, Fakeforensic Science 2 (僞科學鑑證2). With so many 
artistic styles and subject matters, is there any unified concept behind Siuhak's 
drawing? The answer is positive. All the subject matters are found in daily life of 
Hong Kong, which develops collective memories to local public and are presented in 
a sense of humor no matter which visual style is used. This book is being put on the 
shelves of all the commercial book stores, which means it has a market among the 
public. In other words, even commercial world accept artists with multiple-style and 
multiple-subject matter. This open-mindedness among the public is encouraging for 
artists to develop their artworks freely on both artistic technique and subject matter. 
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(3) Conclusion to This Section 
In the contemporary world, a single artistic style is not enough for an artist to 
express his views and passion towards the happenings around him everyday anymore. 
Movements and trends in art exist within a public space, and the market that 
influences their forms and contents cannot be ignored. Art is, of course, always in a 
state of flux.9 The change from one artistic style to another is a natural process for 
the visual convenience of expression. A unified concept conveys in such a way that 
an expression can always be consistent and recognizable. From my observation, 
more artists are moving towards this direction of "multiple styles with unified 
concept". 
9 Burkhard Riemschneider / Uta Grosenick, Art Now, (Taschen, Koln, 2001), P.6 
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Challenges on Redefinition of Signature Painting 
Some may challenge the new definition of signature painting that it would be 
difficult for the observer to recognize an artist with works in multiple styles. Almost 
all artists write about their art creation today. A large number of art magazines and 
articles with interviews of artists are also available. There are enough channels for 
communication between artists and viewers. Viewers can better understand ideas 
between the work of art and the ideology of an artist. With a better understanding of 
an artist's concept behind his art, there would be no difficulty to recognize one's 
works in multiple styles. 
A good example would be Sherrie Levine (1947- )，an American artist. Much of 
her works are direct image appropriation. According to Sherrie Levine, "My project 
has never been specific to any media. I'm still making paintings and working on 
ideas for new photo projects. I've also been drawing lately. I like the way the 
different media inform each other. I really welcome opportunities to show works I've 
made in various media t oge ther .”� With wide variation on both material and subject 
matter, one must find it difficult to recognize Levine's art from mere appearance. 
Constance Lewallen, Sherrie Levine in Journal of Contemporary Art, retrieved lO"' June 2007， 
http://www.jca-online.com/slevine.html 
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Examples of Levine's art includes photographs of Van Gogh paintings from a book of 
his work (Fig. 24); watercolor paintings based directly on work by Femand Leger; 
pieces of plywood with their plugged knotholes painted bright, solid colors, and her 
1991 Fountain (Fig. 25)，a bronze urinal, modeled after Marcel Duchamp's 1917 
Fountain. Levine is best known for the works shown in "After Walker Evans" (Fig. 
26), her 1981 solo exhibition at the Metro Pictures gallery. The works consist of 
famous Walker Evans photographs, rephotographed by Levine out of an Evans 
exhibition catalog, and then presented as Levine's artwork with no further 
manipulation of the images. The Evans photographs - made famous by his book 
project Let Us Now Praise Famous Men, with writings by James Agee - are widely 
considered to be the quintessential photographic record of the rural American poor 
during the great depression. By appropriating these images, Levine can be said to be 
raising questions about class, identity, the political uses of imagery, the nature of 
creativity, and the ways in which context affects the viewing of photographs. After 
the initial shock of discovering the artist's audacity in quoting and mounting famous 
artists' works, the question becomes: what then? Does her magnetism rest merely in 
the paradox of originality through copies? Does she recast the principle of the copy 
in a new and contemporary light? Why does she choose only male artists to copy? 
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How does she view her own work and the considerable rhetoric that has gathered 
around it? Answers are available for all these questions in numerous exhibition 
catalogues, interviews, essays, reviews, articles, web-sites and books about Slierrie 
Levine. For example, an interview done by Constance Lewallen on Sherrie Levine in 
Journal of Contemporary an article by Jeanne Siegel called "After Sherrie 
Levine" in Arts Magaz ine^a review by Howard Singerman in Artforum after 
Levine's exhibition in Richard Kuhlenschmidt G a l l e r y】�， t o name a few. With all 
these texts available, viewers should not have any difficulty in understanding the 
artist's logic behind multiple-style artworks. 
“Ibid . 
12 Jeanne Siegel, After Sherrie Levine in Arts Magazine (Summer 1985)，retrieved June 2007, 
http://www.artnotart.com/sherrielevine/arts.Su.85.html 
13 Howard Singerman, Sherrie Levine in Artforum (September 1983 Review), retrieved lO"' June 
2007. http://www.artnotart.com/sherrielevine/artforum.09.83.html 
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f j ^ Fig. 25 
" ^ I B S ^ i ^ Sherrie Levine 
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r l g . z o 
Sherrie Levine 
After Walker Evans 
Black and White Photograph 
One may note that students also shift their artistic styles rapidly, does it mean 
stylistic shift equals to immaturity? The answer depends on the term "cognition", 
whether one recognizes one's intention. Students rapidly change style because they 
are not sure what they are looking for. Thus, they are always searching for something 
different. Meanwhile, developed artists have stylistic shifts because they know they 
need one particular artistic technique to best convey one idea and then another style 
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to best suit another idea. They make these choices deliberately. 
Another challenge would be for myself. With my rapid stylistic shifts, do I have 
my "signature painting"? Doing this research helped me to understand this question. 
The Magazine Series (Fig. 6-12), which is my graduation work, will demonstrate the 
answer afterwards in the appendix. 
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General Conclusion 
A thesis such as this one cannot create or manipulate trends in art, nor can or 
should that be its aim. My purpose is solely to review recent and current 
developments that have been showcased in art scene. In contemporary world, 
appearance of new media causes more possibility in art expression. However, at the 
same time, with the long history of art, nearly everything has been done, it is 
becoming more and more difficult for artists to create new things in their artworks. 
What dominates today's art world is the term "hybridization". Different techniques 
and styles are available for artists to borrow or mix together as elements in their 
works, which aids the visual variety in works of art. Though artworks are not 
visually unified, the concept behind can always be unified. Variation in visual 
elements simply makes expression of concept behind artworks more convenient. 
To conclude, this thesis analyzes the following viewpoints: (1) The traditional 
definition of "signature painting" that addresses an established style is not enough to 
analyze all signature paintings that one can find in this contemporary world. (2) In 
contemporary sense, "signature painting" should be redefined as a unified concept 
developed by an artist and widely recognized by viewers. (3) My artworks though 
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vary in visual elements, there is a congruous concept in between which makes them 
stand as one. 
At present, I am in an early stage in developing my "signature painting" on a 
unified concept. In the future, I will further develop my system of logic, as well as 
my "signature painting" concerned with a unified concept. I must make it clear that I 
do not think of the term "signature painting" when I paint, because this would clutter 
my mind and holds me back in art creation. It is a term given by art critics and 
gallery owners to label certain artworks, instead of being named by artists. 
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Appendix 
Relation between My Artworks and Redefinition of Signature Painting 
In the annual exhibition of the Fine Arts department of the Chinese University 
of Hong Kong in 2006, I displayed my works with multiple styles. In Fotan Open 
Studio 2007, I did another exhibition called “Styles”, which also aim at showing 
artworks in multiple styles in the same venue, at the same time. (Fig. 27-30) It was 
uneasy to get what I tried to express in my works when they were viewed separately. 
However, as a group, my works provided a structured narrative on daily images and 
subjects that are constantly remixed and combined in our minds. I intentionally 
placed works with different media, subjects and styles together to address that in the 
contemporary world, all visual media should be equally valued and viewed as 
co-existing simultaneously. This arrangement makes a strong statement on my 
attitude towards multiple-style. 
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灣也拍 Venue at Fotan Open Studio 2007 (1) 
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：們KI^M Fig.29 
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F V ™ ^ ^ ^ ^ ^ Fig,30 
W^gfM Yolanda Yeung 
I ^ I P _ Venue at Fotan Open Studio 2007 (4) 
k . m^ . im i j 
My idea on the co-existence of all visual media with equal value is also found 
valid in Michel Majerus's artworks. Michel Majerus is a German artist, who was bom in 1967 and died in an airplane cras  in 2002. His exhibitions concentrated on
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charges of quotations, styles and images. At first glance, it is not easy to grasp their 
points. The structures are classical enough: regular rectangles or ceiling-high formats 
like those utilized by Modernism. Majerus quoted classic painters, as well as places 
functional aesthetic forms, print media and rapidly painted signs. Majerus was no 
longer concerned with the introduction of the real and banal into art, nor with that 
battle against the end of painting that jumped out at us from each of Gerhard 
Richter's paintings, for example. From Majerus's perspective, all visual media have 
acquired equal value and should simply be viewed as co-existing simultaneously. i4 
As mentioned before, all artists nowadays shop in art history. Majerus is not an 
exception. He played with pictorial techniques influenced by the new digital world 
and combined these with a whole repertory of art history, most notably pop art and 
minimal art.^ ^ His works displayed an appreciation of the history of painting in the 
twentieth century, with references to work by artists such as Willem de Kooning, Cy 
Twombly, Gerhard Richter, Frank Stella and James Rosenquist, as well as the master 
of Pop Art, Andy Warhol.^^ Meanwhile, Majerus made no distinction between 'high' 
and ‘low，； for him, Super Mario and Toy Story were just as important as Warhol, 
“Ibid. , p. 104 
15 E-flux, Michel Majerus, Electronic Flux Corporation, retrieved August 2006, 
http://www.e-flux.com/displayshow.php?file=message_l 165519812.txt 
16 Michel Majerus, Kunstwissen, retrieved 1 A p r i l 2004, 
http://www.kunstwissen.de/fach/f-k:uns/bjpostrn/majemOO.htm 
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Richter, Basquiat and De Kooning. In his eyes, all visual media were equal, and 
should be shown in relationship with each other. (Fig. 31-33) 
B 纪 k M i d F ig .3 i 
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^ ^ ^ Various Dimensions 2002 
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Graduation Work - Magazine Series 
Oscar Wilde, “It is only shallow people who do NOT judge by appearances. 
The true mystery of the world is the visible, not the invisible. 
(1) Brief Description 
There is an old Chinese saying: "Do not judge people by their appearance!" 
However, from my observation of the 21®^  century, I believe only shallow people who 
do NOT judge others by their appearance. When I read magazines and watch 
television, I find that most advertisements are about fashion, cosmetics, body 
treatment, which all relate to appearance. These advertisements are all done nicely 
with professional models, photographers and art directors. These professionals are 
putting in all their efforts to promote products that can improve one's appearance. 
These people are not stupid and some of these advertisements are done cleverly and 
artistically. Appearance may not stand for everything of a person, but it certainly 
does reflect something of who the person is. I find my subject matter from different 
culture image. Magazine advertisement is one of the representatives. I use a direct 
visual language of current iconography and symbols, inspired by photographic 
17 Fred Davis, Fashion, Culture, and Identity, (The University of Chicago Press, Chicago, 1992) P.3 
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forms - a language easily understood by almost everyone in our culture. My 
paintings reflect this growing concern on shallow appearance without moral 
judgement. I am not trying to be ironic or flattering. My paintings are just amplifiers 
of reality. I would rather let viewers interpret them and make their own judgement. 
This attitude is shown in my paintings, which are done as shallow as possible without 
bearings behind surface. All my efforts are put solely on the beautiful appearance of 
a painting. Though artistic technique varies from work to work in the Magazine 
Series (Fig. 6-12), this basic intension stays the same all through. 
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(2) Ideas behind Magazine Series 
-Mass Arts and Fine Arts 
According to Lawrence Alloway (1926-1990), British art critic and curator, 
"The new role of fine arts is to be one of the possible forms of communication in an 
expanding framework that also includes the mass arts."^^ In the 1960s, baby 
boomers reached their teens, and the era of mass production and mass consumption 
was in full swing. ^^  Immediately following World War II, artists began to 
incorporate the objects and images of everyday life into their work. Material culture 
and everyday life continued to infiltrate fine arts, creating an interface between 
n 
"culture as a standard of excellence, and culture as a descriptive category." In the 
1990s, academics institutionalized pop culture as the basis for cultural studies and 
insisted on the plurality of values.^^ The essence of the work of applied art is that it 
exists many times; its diffusion is the quantitative expression of its usefulness, for it 
always serves a need that is shared by many people. The essence of the work of fine 
art, on the other hand, is uniqueness. Style is a principle of generality which either 
mixes with the principle of individuality, displaces it or represents it - all the 
18 Kristine Stiles, Material Culture And Everyday Life in Theories and Documents of Contemporary 
Art - A Sourcebook of Artists ‘ Writings, edited by Kristine Stiles and Peter Selz, (University of 
California Press, Berkeley and Los Angeles, 1996)，P.282 
19 Akiko Fukai, Tamami Suoh, Miki Iwagami, Reiko Koga, Rei Nii, Fashion - A History from the 18''' 
to the 2(f Century - The Collection of the Kyoto Costume Institute, (Taschen, London, 2006) In Stiles, op cit, p.283 21 Ibid. 
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individual features of style as a psychic and artistic reality are developed.^^ It 
displays in particular the fundamental distinction between applied arts and fine art. 
Gerhard Richter (1932- )，a German artist, resists identification with any style, 
who paints in every manner from realism to abstraction, geometric to gestural, and 
his subject matters range from history to landscape (Fig. 17- 20). Avoiding the 
inherited conventions of painting, Richter turned to photography, conflating the 
historical conditions of painting with the technologies of the mass media. 
Throughout his varied and numerous series, Richter sustained a systematic, unified 
critique of popular cultural idioms and fine art categories, revealing the arbitrary and 
hierarchical values of art historiography.^^ 
For my creation of arts, I combine the aspects of popular culture with those of 
classical Oil Paintings. This idea was rather vague before, but it has become stronger 
and clearer in my latest Magazine Series (Fig. 6-12). The combination of classical art 
and popular culture is to most people a cocktail of high and low art. However, 
sighting from James Elkins's Visual Studies, "High and low art are no longer separate. 
Visual culture is predicated on the assumption that contemporary culture has already 
mixed the elite and the popular, the fine and the vulgar, modernism and kitsch, to the 
22 Georg Simmel, edited by David Frishy and Mike Featherstone, Simmel on Culture, (Sage 
Publications, London, 1997), P.214 
23 In Stiles, op cit, p.286 
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point where it is no longer sensible to treat them separately."24 Among the most 
influential advocates of this view is Fredric Jameson. He expressed in an essay called 
Transformations of the Image that "The very sphere of culture has expanded, 
becoming coterminous with market society in such a way that the cultural is no 
longer limited to its earlier, traditional or experimental forms, but is consumed 
throughout daily life itself, in shopping, in professional activities, in the various often 
televisual forms of leisure, in production for the market and the consumption of those 
market products.’，25 Jameson concludes that "What characterizes post-modemity in 
the cultural area is the supersession of everything outside of commercial culture, its 
• ' • ”2 6 absorption of all forms of art high and low, along with image production itself." 
Jameson is not claiming there is no such thing as high and low art. The idea is rather 
that they are superseded, absorbed, and reconstituted as commercial culture. 
Elizabeth Peyton (1965- )，an American artist, whose paintings are combination 
of popular culture and classical portraiture as well (Fig. 38-39). Elizabeth Peyton 
once stated that music magazines are just as important for understanding her work as, 
for instance, the writings of Marcel Proust.^^ I think her saying explained one of the 
24 James Elkins, Visual Studies- A Skeptical Introduction, (Routledge, New York and London, 2003), 
P.50 
25 Fredric Jameson, Transformations of the Image, in The Cultural Turn: Selected Writings on the 
Postmodern, 1983- 1998, (Verso, London, 1998)，P.III 
26 Ibid., p. 135 
27 In Riemschneider, op cit, p. 128 
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reasons for my paintings on magazine advertisement. I am exposed to fashion 
magazines everyday. They are influencing me as much as all the art theories and art 
history I have studied. 
BFig.38 Elizabeth Peyton 
Colour Etching Print 
66X50.8cm 
2004 
霧 遍 Fig.39 
ffirX ^ M Elizabeth Peyton 
Prince William 
^ H t ^ f l ^ ^ ^ H Lithograph Print 2000 
-Fashion and Art 
Human bodies are dressed bodies. Dress is a basic fact of social life and this, 
according to anthropologists, is true of all human cultures that we know about: all 
cultures "dress" the body in some way, be it through clothing, tattooing, cosmetics or 
other forms of body painting.^^ According to Hollander (1993) dress is crucial to our 
understanding of the body to the extent that our ways of seeing and representing the 
28 Joanne Entwistle and Elizabeth Wilson, Body Dressing, (Berg Publishers Ltd. 2001) P.33 
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naked body are dominated by conventions of dress. She argues, "Art proves that 
nakedness is not universally experienced and perceived any more than clothes are. At 
any time, the unadorned self has more kinship with its own usual dressed aspect than 
it has with any undressed human selves in other times and other places."^^ Hollander 
points to the ways in which depictions of the nude in art and sculpture correspond to 
the dominant fashions of the day. Thus the nude is never naked but "clothed" by 
contemporary fashion of dress. Art and fashion always have strong connection 
between one another. Yves Saint Laurent (YSL) once created a manifest fusion of 
fashion and art in two of his dresses - the "Mondrian Look" in 1965 and the "Pop Art 
Look" in 1966.^ ® By the end of the century, clothing had been stripped down 
practically to the bare body. Instead of then focusing on simplified garmens, fashion 
began to regard the human body itself as the object to “wear” . The ancient arts of 
body decoration - make-up, skin piercings, tattoos 一 reappeared as the latest fashion 
trend for men and women at the turn of the twentieth century. That fashion may seem 
to repeat certain styles is inevitable because the shape of the human body limits 
options. However, the reemergence of past styles must each time be considered a 
completely new expression of the present age, as it arises from an entirely new social 
29 Ibid., P.34 
In Fukai, Suoh, Iwagami, Koga, Nii, op cit. 
31 Ibid. 
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context. Through fashion, each scene of human history - the luxurious court culture, 
the awakening of the modem society, the evolution towards a mass-consumer 
society - appears clearly and tangibly. In the century, we are sure that people will 
continue to express new ethics of beauty through fashion like art does. 
Fashion magazines are showing "current model of beauty" to the public. What 
is strange is that- for centuries after centuries, and still now more than ever- men 
dispute what the beautiful and the ugly things are. All are certain that beauty exists 
without doubt, but from one century to the next, it changes.]� If something is 
in-fashion, it will be out of fashion one day. Fashion goes, however, art stays. The 
reason is art addresses itself to the mind, and not just to the eyes. Art is a language, 
instrument of knowledge, instrument of expression. 
Sylvie Fleury (1961- ) is a Swiss pop artist, who shares very similar view on 
fashion and art as I do. Sylvie Fleury is super-elegant in appearance. She is always 
expensively well-dressed, radiating of luxury that is like something from the 
advertising world come to life. Just as naturally, she presents the attributes of luxury 
as works of art. She exhibits collections of ladies' shoes, carrier bags of exclusive 
boutiques, works in neon lettering with advertising slogans for extremely expensive 
32 Jean Dubuffet, Anticultural Positions(195l), in Theories and Documents of Contemporary Art - A 
Sourcebook of Artists ‘ Writings, edited by Kristine Stiles and Peter Selz, (University of California 
Press, Berkeley and Los Angeles, 1996), p.196 
46 
skin creams, or builds huge rockets to Venus covered with shaggy fur.^ ^ Both her 
appearance and her works give the impression that she is quite unable to distance 
herself from the glittering world of consumerism. She thwarts the general 
expectation that artists should, on principle, behave critically towards our 
commercial consumer society. Sooner or later this raises the question of whether she 
is really so naiVe or whether perhaps there is more to this work than meets the eye. 
And this is the point at which her subtle provocation comes to play. By transferring 
desirable accessories such as Chanel perfumes into the context of art, she gives the 
impression that she places them on the same level as art itself.34 Sylvie Fleury stated 
that "I would try as often as I could to choose an item which quoted or referenced 
something from art history. For instance, if I found some article of clothing with an 
Op Art design, I would pick that piece. There has always been a special relationship 
between art and fashion."^^ "New age stuff is like fashion, you can never say it 
doesn't affect you. But to me, that stuff remains superficial, which is an important 
aspect of my work. I'm always dealing with the superficiality of things, but I try to do 
it in a deeper way. Just recontextualizing something that's very superficial will give it 
In Riemschneider, op cit, p.46 
34 Ibid. 
Peter Halley, Sylvie Fleury, (Index Magazine, 2002) 
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a new depth.’，36 (Fig. 40-42) I very much identify with this saying. 
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-Fashion and Identity 
Here comes to the questions: Why are people interested in reading fashion 
magazines? From Lacan's remark, human infants, unlike most animals, are bom 
prematurely. They can't walk or defend themselves or find food on their own, and 
their nervous systems are far from completion at birth. Faced with this state of bodily 
uncoordination, the child will identify with visual images that offer the promise of 
wholeness and completeness. Identifying with a visual image will allow the 
progressive mastery of motor functions: the child will leam to walk, to grasp objects, 
and to use its body. Indeed, more recent studies have shown how infants mimic those 
around them right from the start of life.^^ Their facial expressions imitate those of 
the care-giver within the first few hours after birth. And, as adults, we have increased 
lip activities and eye-blinks when observing models, who stutter or blink 
e x c e s s i v e l y . T h e r e seems to be something automatic about such processes, as i f w e 
are captured by surface cues long before we develop cognitive mechanisms that 
might make sense of them. But being pulled into an image is alienating. We are not 
identical with mirror images, and we can never fully go into their places, just as we 
can never fully go into the places of other people. We could evoke here the many 





different problems people experience in relation to body image, as well as the 
dissatisfaction that haunts those who set on acquiring the material objects possessed 
by the others. One consequence of identifying with someone else, after all, is that 
what we want is defined by what they want. Lacan's point here is not simply about a 
developmental process, but about the power of images to capture us.^ Images mould 
us, transfix us, captivate us and alienate us. As adults, we may sometimes become 
conscious of this when we find ourselves imitating the gestures or tone of voice of 
someone we know. We might not intend to copy them, but we suddenly find 
ourselves doing it. When Elaine Fried's boyfriend lost her to Willem de Kooning 
(Dutch artist, 1904-1997)，their friends were bemused to notice the spumed lover 
start speaking with a Dutch accent.^^ Rather than seeing such identifications as 
isolated phenomena, both Freud and Lacan saw them as essential to our ident i t i e s? 
We become who we are partly through becoming like others. Humans are perpetually 
being caught by images. An image from fashion magazine is a human-capturing 
device. People consciously or subconsciously imitate images of models being shown 
in these magazines. 





societies had fixed social roles and fixed sumptuary codes, so that clothes and one's 
appearance instantly denoted one's social class, profession, and status. Identity in . 
traditional societies was usually fixed by birth. Modem societies eliminated rigid 
codes of dress and cosmetics, and beginning around 1700 changing fashions of 
apparel and appearance began proliferating."^^ Although a capitalist market dictated 
that only certain classes could afford the most expensive attire, which signified social 
privilege and power, in the aftermath of the French Revolution fashion was 
democratized so that anyone who could afford certain clothes and makeup could 
wear and display what they wished. Modernity also offered new possibilities for 
constructing personal identities. Modem societies made it possible for individuals to 
produce - within certain limits - their own identities and experience identity crises.^^ 
In modernity, fashion is an important constituent of one's identity, helping to 
determine how one is perceived and accepted.45 Fashion offers choices of clothes, 
style, and image through which one could produce an individual identity. Fashion 
itself is predicated on producing ever new tastes, artifacts, artifices, and practices. 
Fashion perpetuates a restless, modem personality, always seeking what is new and 
admired, while avoiding what is old and passe. Fashion and modernity go hand in 
43 Elizabeth Wilson, Adorned in Dreams, (Virago, London, 1985) 
Douglas Kellner，Madonna, Fashion, and Identity, in On Fashion, edited by Shari Benstock and 
Suzanne Ferriss, (Rutgers University Press, USA, 1994)，P. 160 
In Wilson, op cit. 
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hand to produce modem personalities who seek their identities in constantly new and 
trendy clothes, looks, attitudes, and behaviour, and who are fearful of being out of 
date or unfashionable."^^ 
The propagation of fashion by magazines has become so vast; half of all 
women read magazines at least partially devoted to fashion on a regular basis; the 
description of the garment of fashion is therefore a social fact, so that even if the 
garment of fashion remained purely imaginary (without affecting real clothing), it 
would constitute an incontestable element of mass culture, like pulp fiction, comics, 
and movies.47 In the case of the sociological interest in clothing and fashion, we 
know that through clothing, people communicate some things about their persons; 
and at the collective level, this results typically in locating them symbolically in 
some structured universe of status claims and life-style attachments/^ Fashion 
relates more than simply to appearance, but to social conditions, standards of living, 
and roles. The semiology of fashion is directed toward a set of collective 
representations."^^ It would be of interest to study all the magazines of a certain 
period if one is concerned with the substantial differences among them (ideological, 
aesthetic, or social). From a sociological viewpoint, each magazine refers both to a 
46 In Kellner, op cit, p. 161 
47 Roland Barthes, The Fashion System, (University of California Press, Berkeley, 1967), P.9 
48 In Davis, op cit, p.4 
49 In Barthes, op cit, p.10 
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socially defined public and to a specific body of representations. I am not attempting 
to describe some fashion in particular but fashion in general. The social forms, the 
clothes, the aesthetic judgements, the whole style in which human beings express 
themselves are conceived in the constant transformation through fashion.^ ® Fashion 
is a complex structure in which all the leading antithetical tendencies of the soul in 
one way or another are represented. This makes it abundantly clear that the total 
rhythm in which individuals and groups move will also exert an important influence 
upon their relationships to fashion; that the various strata of a group, quite aside from 
their different contents of life and external possibilities, will exhibit different 
relationships to fashion simply because their contents of life are evolved either in a 
conservative or in a rapidly varying form.^^ On the one hand, the lower masses are 
difficult to set in motion and are slow to develop. On the other hand, it is the highest 
strata, who frequently dread every movement and transformation. Hence, fashion -
that is, the latest fashion — affects only the upper strata. Just as soon as the lower 
strata begin to appropriate their style - and thereby overstep the demarcation line 
which the upper strata have drawn and destroy the uniformity of their coherence 
symbolized in this fashion - so the upper strata turn away from this fashion and 
5° In Simmel, op cit, p. 190 
51 Ibid., p.202 
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adopt a new one, which in its turn differentiates them from the broad masses.^^ And 
thus the game goes merrily on. Naturally, the lower strata look and strive towards the 
upper. It is in fashion magazine that mere external imitation is most readily 
accessible. 
-Fashion and Gender 
Being a female painter, I deliberately choose images of women, which is the 
same sex as I am, from fashion magazine advertisements as my painting subject 
matter. At different times we dress for different reasons and on some occasions 
women may dress for status and men to attract admirers. Erotic charge of clothes 
may also stem from their ability to symbolize the sex organs. Freud interprets dress 
in terms of sex symbolism, arguing that fur symbolizes public hair, ties and hats the 
penis, shoes, girdles or veils, the vagina.^^ Adopting a psychoanalytic framework, 
Flugel (1930) argues that not only could certain items of dress symbolize the sex 
organs, but so could the entire clothing system, which attempts to reconcile the 
contradictory desire for modesty and exhibitionism. The appeal of clothes, according 
to Flugel, comes from the fact that they can simultaneously reveal and conceal the 
52 Ibid.,p.l90 
Joanne Entwistle, The Fashioned Body — Fashion, Dress and Modern Social Theory, (Polity Press, 
Oxford, 2000) P. 186 
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body，enhancing the imagination and stimulating desire,^ Underwear is an obvious 
aspect of dress to be linked with sexuality, although it serves a good many other 
functions as well. Magazine Seires No. 4 is a painting originates from Calvin Klein 
sexy underwear advertisement (Fig. 9). Given that the focus of fashion is the body，it 
is no surprise to find fashion almost obsessed with sex and sexuality. However, 
whereas clothing in any culture, western or non-westem, traditional or modem, may 
be linked to private and public erotic ideals, the modem fashion system differs in the 
way that it commodifies the body and sexuality. In other words, the fashion 
obsession with the sexuality of the body is articulated through particular 
commodities which are constructed as sexual. Bodies can be adorned not only with 
clothes, but cosmetics, jewellery, perfume and anything being shown in fashion 
magazines. These adornments can similarly become the focus of erotic attention. 
Fashion imagery in magazines and in print advertisements plays at the boundaries of 
contemporary mainstream ideas about sexuality.^^ 
Fashion is the dominant system governing dress, which has been linked to the 
operations of power，initially marking out class divisions, but more recently playing a 
crucial role in policing the boundaries of sexual difference. As fashion is laid out in 
54 Ibid, p. 187 
55 Ibid. 
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fashion magazine, it is particularly obsessed with gender and constantly shifts the 
boundary between the genders.^^ This preoccupation with gender is played out 
through the life cycle so that styles of dress at significant moments are very clearly 
gendered (weddings and other formal occasions are the most obvious examples). 
Such styles enable the repetitious production of gender. 
Women's fashion photography and the industries of mass clothing production 
and commercial advertising it supports all presume and indeed participate in the 
construction of a heterosexual viewing subject. This photographic contract appears to 
operate as a cultural mechanism for producing and securing a female subject who 
desires to be desired by men - the ideal, fully oedipal heterosexual woman. ^ ^ 
Playing on the considerable social significance attributed to a woman's value on the 
heterosexual marketplace, women's fashion photography poses its models as 
sexually irresistible subjects, inviting its female viewers to consume the product by 
(over)identifying with the image.^^ But this "concealed" ideological project - to 
fashion female viewers into properly heterosexualized women - stands in direct 
tension with its own surface formalist structure and mode of address, which together 
56 In Entwistle and Wilson, op cit, p.39 
57 Teresa de Lauretis, Technologies of Gender: Essays on Theory, Film, and Fiction, (Indiana 
University Press, Bloomington, 1987)，p.105 
Diana Fuss, Fashion and the Homospectatorial Look, in On Fashion, edited by Shari Benstock and 
Suzanne Ferriss, (Rutgers University Press, USA, 1994), p.211 
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present eroticized images of the female body for the explicit appreciation and 
consumption by a female audience.^^ In fact, the entire fashion industry operates as 
one of the few institutionalized spaces where women can look at other women with 
cultural impunity. It provides a socially sanctioned structure in which women are 
encouraged to consume- in voyeuristic fashion- the images of other women, who are 
represented in classically exhibitionist and sexually provocative poses. Fashion 
photography works to ensure the formation of a subject's heterosexual object-choices 
through the stimulation and control of its "homopathic" identifications; the same-sex 
desire one might imagine to be triggered by the erotically charged images of 
women's bodies is sublimated into the fashion advertisement's insistence on 
same-sex identification (being rather than having the w o m a n ) . Y e t these structural 
identifications, while harnessing the tabooed desire, nonetheless give it a certain play, 
licensing the desire as that which must be routinely managed and contained. Desire 
operates within identification, destabilizing the grounds of a heterosexual identity 
formation and undermining its defensive claims to a "pure" or "uncontaminated" 
sexuality.6i This play of homosexual desire within a homophilic identification may 
explain the women fashion advertisement's greatest lure: the pull of a forbidden 
59 Ibid. 
6G Ibid., p.226 
61 Ibid. 
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desire - the cultural repression of same-sex desire. In some occasion, gender appears 
to break down as with androgynous fashion. Magazine Series No. 2 is a painting 
originates from Chaumet advertisement, featuring Stella Tennant, the world-famous 
top model who has an androgynous face (Fig. 7). What is at issue here, however, is 
not "homosexual" versus "heterosexual" spectatorship but the homosexualization of 
the viewing position itself as created by the contemporary codes of women's fashion 
advertisement. Of course more can be discussed on how spectators from different 
gendered, racial, ethnic, economic, national, and historical backgrounds might 
appropriate or resist these images, but only to insist that if subjects look different, it 
is the enculturating mechanisms of the look that instantiate and regulate these 
differences in the first place. 
62 Ibid, p.229 
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(3) Artistic Technique on Magazine Series 
Rather than using the register of the artificial to say something about the 
artificial, which was a strategy of modem art, much of the contemporary work 
suggests that in fact the only way to grasp the real is to access it through the 
a r t i f i c i a l . 6 3 Do fashion magazine advertisements represent situation in real world? 
Actually, even our idea of "real world" is the result of complex historical and cultural 
processes: the way we look at fashion and beauty is informed by how we have seen it 
represented in art, the media and so on. This means the visual tension should be 
shifted from the classical gap between reality and the artificial image to that between 
a reality that is already artificial and the image, which in my case, is fashion 
photograph in magazine and the painting on that. 
Photography, invented in the nineteenth century, grew in importance in fashion 
magazines. Fashion photographs appeared in magazines at the turn of the century, 
and as the quality of images improved, they became more prevalent. In the 1930s, 
when colour photography first appeared, the key images in fashion magazines 
became photographs rather than paintings or drawings. ^^  Fashion photograph 
showing in magazines is not just any photograph, it bears little relation to the news 
63 In Leader, op cit, p.64 
^ In Fukai, Suoh, Iwagami, Koga, Nii, op cit. 
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photograph or to the snapshot, for example; it has its own units and rules; within 
photographic communication, it forms a specific language which no doubt has its 
own lexicon and syntax, its own banned or approved "turns of phrase，，.65 How can 
fashion photograph in magazines be sublimated into art? The principle of 
appropriation must be addressed. Appropriation was originally developed by Marcel 
Duchamp (French artist, 1887- 1968) at the beginning of the century, and 
reached a climax in the 1960s with Pop Art. At the end of the 1970s, it came back 
into fashion and, even more so than in Pop Art, pictures from advertising or 
television were adopted wholesale by artists for use in their own work. Richard 
Prince (American artist, 1949- ) was one of the practitioners. At that time, he was 
working for the cuttings service of Time Life publications in New York, and 
therefore had access to thousands of magazines, of most of which only the 
advertisement pages remained intact.^^ He began to photograph these advertisements, 
and then to compose his own pictures from the photos, finding that the details, 
colours and angles of vision were changed if the camera was not held straight. For 
instance, in the series “Cowboys，’，what at first seems to be an exact copy of a 
Marlboro advertisement is soon revealed- through such details as an intentional lack 
65 In Barthes, op cit, p.4 
66 In Riemschneider, op cit, p. 134 
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of focus, special emphasis on the figure, or its particular arrangement as an artistic 
treatment (Fig. 43-44). The synthetic, perfect world of advertising was not imitated 
but rather returned to imperfect reality. Prince merely re-photographed these 
advertisements without the text so that the pop icon cowboys, riding into the sunset 














67 Art and Culture, Richard Prince, retrieved May 2007, 
http://www.artandculture.com/cgi-bin/WebObjects/人 CLive.woa/wa/artist?id=809 
61 
Representation does not equal to direct resemblance of the real. Artistic 
treatments are also applied in my graduation work, Magazine Series (Fig. 6- 12). 
Different kinds of shifters can be found at my disposal: from the real to the image, 
from the technological garment to the iconic garment. Various degrees of chopping 
and blurring are added on the original advertisement, instead of a direct copy. I am 
always interested in different kinds of transformation and representation, in which I 
find a linkage like the one I find between art history and the representation of art 
history. I do not know when coffee table books of art first became common and 
inexpensive enough to grace the homes of the public. Books of plates of art 
masterpieces are much older, dependent on reproduction technologies of early 
printing. But since the end of the nineteenth century, art history as a university 
discipline has relied on the technology of the slide projector, displaying images of 
masterpieces from those small, squares of film mounted in frames, called 
transparencies, that enabled the transportation of art masterpieces to educational 
settings far apart from the original artworks' museum home. In the twentieth 
century, images of masterpieces are even put into computer programs like 
"Photoshop" for editing and "PowerPoint" for displaying. It is in the moment of the 
68 Susan Buck-Morss, Visual Studies and Global Imagination, (Paper of Surrealism Issue 2, 2004), P.7, 
retrieved June 2007， 
http://www.surrealismcentre.ac.uk/publications/papers/joumal2/acrobat_files/buck—morss_article.pdf 
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digitalization of art-slide collections that we are made aware of the extent to which 
the history of art has been mediated by the photographic image, allowing art to be 
shown as "PowerPoint slide show". Such a slide show does strange things to the art 
original: it destroys the sense of material presence, of course. But it also flattens out 
the texture of brushstroke, plays tricks on the luminescence of the original, and most 
strikingly, distorts the scale. All images shown in the art history lecture hall (and also 
in the coffee-table art book) are the same relative size, dependent, not on the size of 
the object (museum paintings and gothic cathedrals are equivalents) but on the size 
of the book page, or on the focal distance between projector and screen.^^ I am using 
the Magazine Series (Fig. 6-12) to address such kind of transformation and 
representation in a reverse sense. In a reverse sense that all the magazines are 
originally in a standard size，unlike masterpieces in art history which sizes vary. I 
then transform each image in magazines to different individual sizes on canvas, 
which is the opposite to those masterpieces which are transformed into a standard 
size and end up in an art book or PowerPoint slide show. 
The sizes of most magazines are around A4, which is quite standard. I enlarged 
them onto canvases, in which the models become actual human sizes or even bigger. 
When one goes back to the origin of this transformation, it was a real person - the 
69 Ibid. 
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model - originally posing for an advertisement and later being photographed. Then 
such a photograph would be resized and mass printed onto magazines. One of these 
magazines was bought by me. I read this advertisement and photographed it and put 
it into the computer for photo-retouch. Then I print this photograph and enlarge it 
onto canvas through oil painting. There is such a complicated transformation within 
this process. Each transformation from one step to another would descend the truest 
representation of the model, as a real person. Nevertheless, through hyper-realistic 
painting style, the person appeared on canvas looks like someone who exists in 
reality. Take the example of Magazine Series No. 2 (Fig. 7), which is a side-headshot 
painted under radial blur and with focus on the right eye only. What is interesting is 
that some viewers mentioned this headshot as a "she", while some insisted this is a 
"he". The continuous transformation of image of this model even blurs the border of 
his/ her sexuality and viewers still think this "realistic" painting represents a real 
person. The power of transformation is that it gradually and quietly takes away some 
essential characteristics of the origin without us noticing it. I find this idea of 
representation and re-representation and re-re-representation... very fascinating. 
Quoting from Alice Neel, "The character of this era is its utter lack of values,"^® 
I am exercising this lack of values in my creation of arts. I have an intellect, so in 
7° In Neel,opcit, p.214 
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between painting I know all the theories and I do have theories. But I do not prefer to 
show any of them or any value judgement in my paintings. I want my paintings to 
"think" like most people do in this era — who do not think too much! Instead of being 
preaching, I bring my paintings closer to this tra by shallowing them. The latest 
series (Fig. 6-12) is totally devoid of any individuality and emotional investment. 
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